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WcT  3  ^  qfRT  Wqtq  'sPTeT  R  qq^  3ThC  W#T  W^RT  T?T  f  I  fqf*FT 
qq#'  qft  Tp#,  PddlellslT,  O.rd^lHHcb  q°fq,  TRTajf  qft  ^T-W([  TTSTT 
qwnqqq,  qiMqqr  #qf,  gRf+di  afq  Iqqqxrii  k  ■sqm?  qqm  wj 
itct  f'l  MHlPJId,  qrqiq;  3TR  qqqrqnf  qt  ^q  qq  qq*#  qq#  t  # 

RRcftR  ^HcTT  %  «pf  cf?TT  qqTq  3  gRT  k  q=R  WcRg^f  ^fp[  isrptt  stfjl 

qqf#  3trt  y-dHrid  ‘qnqftq’  q#  qr  ‘qrqiT’  %  qq  k  qftfqq  fqfqq  g^rf 
%  fqqqq  afk  IhIV-h  ^Pdsiiq  qft  qlHi'P*>d  qqqfT  aqqiq  qqt  ti 

qifeq  q  -q^j  qq<4  <=#  q  fqqraT  I,  qqf  g?q  q  qqtq  qq  q^qq  ti 
gqq  qq  y,q>  ^qrq?  qqffqq  sRigid  qqrqq#,  aq#  qqrq,  qrfqcq  qTfqqq 
q«n  qiqqrf  qq  qrp;  qftq,  #  qqfiq  q  qrqq  3rk  qrqqr  %  qq  k  qrt 
qqt  t,  k  MHRftd  fqqq  qr  qqqq  ii  qrqqftq  qqjq  qTzqq  (fM)  qq 
fqqqq  qqr  qf%  fqqqq  t,  qt  q#qr  qqq,  Tjsj3ff  affc  arpfrfq,  TtfqqTfqqr 
q#r.  qqtq  q«iT  q’i efi J i d  qfqfqfa  qq  qqr  qftqqq  ti  qqt  12  qf  qqt  k 
19#  qqt  qqr  aqfqr  qTqfqqr  qq  t,  fq#  qqtqqqqT  #q  rt  qqtq-qreqT 
qqq  qidi  %i  qTftqqqqr  <4  oil  k  k  q Jhm  qnqftq  gqr-  qqt  qq  qqq 

fsqi 

Tjqk  q  qt  Tjfkqt  qqqq  k  qTf-qqr  qiqqqrqqt'  qqq  qft  qqq  qft  gfif  ark 
^qq  qqqT  qqq  (2500-1500  fqr  g^)  qq  qgr  qqi  iraq  snsi  k  qt#  gqq 
Tjqraff  qft  qjqqr  ti  qq  q  qqqqr  aprfq  %  m^\  %  qq  q  qqqpq 
qqT,  PoriPl  3qq  ifk  qq  gcq  qrq^  fqq  %  qq  ^  qqqRi  ^icii  'ti 

?q'  qqrgfq  qq  qiqqqfqq,  wqtq  gqq  qq  qr#T  qq  %  qq  ^  qqqw  i, 
qft  qqqq  g?q  qftq  qqftq  qft  qqn  qft  pq-gqqqi  ti  3qW[q  qq  q?  qqtqqq 
fqqqi  qn?n  t'  fqi  gqrqt  qqt  ^qng4  -  gqrqtqqqt  iqqt  qqq  ^q  q^i4  qq  qqqq 
■fi  qrcq  qnqq  qft  qfqq  %  qq  q  qt  qm  qrar  "fi  <4<qq)  %  3qjqq 
qqq  ^q  M  qq  fqqqq  qt7^;  ^  q^:,  qqqqq  ^  qqftq,  qg#q  ^  gqig  3ffq 
3qq44q  ^  qrq  c4qi<  fqqqi  ^1  qqT  qqi  qqqrqi  qt  i?  fqr  qqqiq  q^qT  ^ 
ter  qigq  M  fqr®T  t,  fqqqt'  36, 000  qqftqi  ti 

qiqq-qqqq  3  qpq^  vnqqtq  qqqq  qft  qfqft  ^  gtq  sffq  qqqfq  qiqqi  % 
3qqqqfq  qrq  f'l  qrqq  qft  qqqi  q  sqi<4)  qqt  Hlfqqi  sfqft  qft  qqn  qqr  f 
qfq  qqqTqTR  Tqq  qfqi  qqT  qrqqi  ftdi  f  1  qqqjqqrqt  qqq  qfqt  qqqf  qft 
qqqffqq  qqqqi  f  1  qqq  %  qqq-qqq,  gtq  qn-t  sqq  qrqq  q  q<nji 
ft  qqT  qftq  qqqq  qqT  fqf^s  qqtr  %  f  yPdPqjq  istti 

qrqfq  qflq-fqqqf  %  qgqR  g?q  f  qfq  qq^sff  qq  fqqq  fqqqr  qrar  f- 
q7 ?q,  g?q  qfq  gw  1  qiqq  q  qRqftq  q?q  qq  qqqq  sioti  qidi  f  1  q^qq^ft 
grq-qrqqr  qq  %  stfqfqqq  3trq  3tfq=bi4i  gqq-qqt  f  "?q  qqqj  qft  ^rqqrq 
q  qrq  qnqT  ^Ttn  f  1  gqq  qffqqi  aqfqcqpcw  f  sftq  qq  fqqlq  qq  qqr 
fqqq  qi  fqqq  qq  qfqqrqq  q><4  fq  fqrq  qtqq  fq^qi  writ  f  1  gw  gqrt  qq 
f ,  qp  gtq  f ,  qqi’  qrqtq  qft  qfqMqqr'  q  ft  fqqqt  qiq  qq  q4t  qqqft  f 
3qftq  q  ft  f  fqqqt  srf  qq  qfqqjfqq  qqft  f  1  gtq  ark  qz gq  qff  qqiqqqfi 
qq  k  qtgq  qqf  %  fftg  gq>  qfqft  qft  qqrqf  qq  rwr  qqf  f  qqt°t 
ftqi  qtffgi  f  qqqq  t-  *pM,  mv,  wm,  wk,  fw,  qq,  qfqwr, 

3ft  ^ iw  1 

qqt  frftqqt  tqq  qrqfq  qqtqiqq-  <rfg^  aft  ctqq  qq  atgqqtq  tqqn  qrar 
f  1  37qq  gqqtffq,  4lOPdd,  fqqfqi  ak  aftqqqt  ti  m*?  qfPgqq,  qffqqi. 
qqiqq^  afk  f  1  arfqqq  qq  PdquPtd  qf  qfq^rfqq  f  1  qq  3#7W. 


Dance  in  India  has  a  rich  and  vital  tradition  dating  back  to  ancient 
times.  Excavations,  inscriptions,  chronicles,  genealogies  of  kings 
and  artists,  literary  sources,  sculpture  and  painting  of  different 
periods  provide  extensive  evidence  on  dance.  Myths  and  legends 
also  support  the  view  that  dance  had  a  significant  place  in  the 
religious  and  social  life  of  the  Indian  people.  However,  it  is  not  easy 
to  trace  the  precise  history  and  evolution  of  the  various  dances 
known  as  the  ‘art’  or  ‘classical’  forms  popular  today. 

In  literature,  the  first  references  come  from  the  Vedas  where  dance 
and  music  have  their  roots.  A  more  consistent  history  of  dance  can 
be  reconstructed  from  the  epics,  the  several  puranas  and  the  rich 
body  of  dramatic  and  poetic  literature  known  as  the  nataka  and 
the  kavya  in  Sanskrit.  A  related  development  was  the  evolution  of 
classical  Sanskrit  drama  which  was  an  amalgam  of  the  spoken 
word,  gestures  and  mime,  choreography,  stylised  movement  and 
music.  From  the  12th  century  to  the  19th  century  there  were 
many  regional  forms  called  the  musical  play  or  sangeet-nataka. 
Contemporary  classical  dance  forms  are  known  to  have  evolved 
out  of  these  musical  plays. 

Excavations  have  brought  to  light  a  bronze  statuette  from 
Mohenjodaro  and  a  broken  torso  from  Harappa  (dating  back  to 
2500-1500  B.C.).  These  are  suggestive  of  dance  poses.  The 
latter  has  been  identified  as  the  precursor  of  the  Nataraja  pose 
commonly  identified  with  dancing  Siva. 

The  earliest  treatise  on  dance  available  to  us  is  Bharat  Muni’s 
Natya  Shastra,  the  source  book  of  the  art  of  drama,  dance  and 
music.  It  is  generally  accepted  that  the  date  of  the  work  is  between 
the  2nd  century  B.C.-2nd  century  A.D.  The  Natya  Shastra  is  also 
known  as  the  fifth  Veda.  According  to  the  author,  he  has  evolved 
this  veda  by  taking  words  from  the  Rig  veda,  music  from  the  Sama 
veda.  gestures  from  the  Yajur  veda  and  emotions  from  the  Atharva 
veda.  There  is  also  a  legend  that  Brahma  himself  wrote  the  Natya 
veda,  which  has  over  36000  verses. 

In  terms  of  the  classical  tradition  formulated  in  the  Natya  Shastra, 
dance  and  music  are  an  inextricable  part  of  drama.  The  art  of 
natya  carries  in  it  all  these  constituents  and  the  actor  is  himself 
the  dancer  and  the  singer,  the  performer  combined  all  the  three 
functions.  With  the  passage  of  time,  however,  dance  weaned  itself 
away  from  natya  and  attained  the  status  of  an  independent  and 
specialised  art,  marking  the  beginning  of  the  ‘art’  dance  in  India. 

As  per  the  ancient  treatises,  dance  is  considered  as  having  three 
aspects  :  natya,  nritya  and  nritta.  Natya  highlights  the  dramatic 
element  and  most  dance  forms  do  not  give  emphasis  to  this  aspect 
today  with  the  exception  of  dance-drama  forms  like  Kathakali.  Nritya 
is  essentially  expressional,  performed  specifically  to  convey  the 
meaning  of  a  theme  or  idea.  Nritta  on  the  other  hand,  is  pure  dance 
where  body  movements  do  not  express  any  mood  ( bhava ),  nor  do 
they  convey  any  meaning.  To  present  nritya  and  natya  effectively, 
a  dancer  should  be  trained  to  communicate  the  navarasas.  These 
are  :  love  ( shringar ),  mirth  ( hasya ),  compassion  ( karuna ),  valour 
(veer),  anger  (raudra),  fear  ( bhaya ),  disgust  ( bibhatsa ),  wonder 
( adbhuta )  and  peace  ( shanta ). 

An  ancient  classification  followed  in  all  styles  is  of  Tandava  and 
Lasya.  Tandava,  the  masculine,  is  heroic,  bold  and  vigorous.  Lasya, 
the  feminine  is  soft,  lyrical  and  graceful.  Abhinaya,  broadly  means 
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expression.  This  is  achieved  through  angika,  the  body  and  limbs; 
vachika,  song  and  speech;  aharya,  costume  and  adornment;  and 
satvika,  moods  and  emotions. 

Bharata  and  Nandikesvara,  the  main  authorities  conceive  of  dance 
as  an  art  which  uses  the  human  body  as  a  vehicle  of  expression. 
The  major  human  units  of  the  body  ( anga )  are  identified  as  the 
head,  torso,  the  upper  and  lower  limbs,  and  the  minor  human  parts 
( upangas ),  as  all  parts  of  the  face  ranging  from  the  eyebrow  to 
the  chin  and  the  other  minor  joints. 

Two  further  aspects  of  natya  are  the  modes  of  presentation 
and  the  style.  There  are  two  modes  of  presentation,  namely  the 
Natyadharmi,  which  is  the  formalised  presentation  of  theatre  and 
the  Lokadharmi  sometimes  translated  as  folk,  realistic,  naturalistic 
or  regional.  The  style  or  vrittis  are  classified  into  Kaishiki,  the  deft 
lyrical  more  suited  to  convey  the  lasya  aspects,  the  Arabati,  the 
energetic  masculine,  the  Satvati,  often  used  while  depicting  the 
rasas  and  the  Bharati,  the  literary  content. 

Nurtured  for  centuries,  dance  in  India  has  evolved  in  different  parts 
of  the  country  its  own  distinct  style  taking  on  the  culture  of  that 
particular  region,  each  acquiring  its  own  flavour.  Consequently,  a 
number  of  major  styles  of  ‘art’  dance  are  known  to  us  today,  like 
Bharatnatyam,  Kathakali,  Kuchipudi,  Kathak,  Manipuri  and  Odissi. 
Then,  there  are  regional  variations,  the  dances  of  rural  and 
tribal  areas,  which  range  from  simple,  joyous  celebrations  of  the 
seasons,  harvest  or  birth  of  a  child  to  dances  for  the  propitiation 
of  demons  or  for  invoking  spirits.  Today  there  is  also  a  whole  new 
body  of  modern  experimental  dance. 


Kuchipudi  Dance 
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Kuchipudi  is  one  of  the  classical  styles  of  Indian  dance.  Around  the 
third  and  fourth  decade  of  this  century  it  emerged  out  of  a  long  rich 
tradition  of  dance-drama  of  the  same  name. 

In  fact,  Kuchipudi  is  the  name  of  a  village  in  the  Krishna  district 
of  Andhra  Pradesh.  It  is  about  35  km,  from  Vijayawada.  Andhra 
has  a  very  long  tradition  of  dance-drama  which  was  known 
under  the  generic  name  of  Yakshagaana.  In  17th  century 
Kuchipudi  style  of  Yakshagaana  was  conceived  by  Siddhendra 
Yogi  a  talented  Vaishnava  poet  and  visionary  who  had  the 
capacity  to  give  concrete  shape  to  some  of  his  visions.  He  was 
steeped  in  the  literary  yakshangaana  tradition  being  guided  by 
his  guru  Teerthanaaraayana  Yogi  who  composed  the  Krishna- 
leela-tarangini,  a  kaavya  in  Sanskrit.  It  is  said  that  Siddhendra 
Yogi  had  a  dream  in  which  Lord  Krishna  asked  him  to  compose 
a  dance-drama  based  on  the  myth  of  the  bringing  of  paarijaata 
flower  for  Sathyabhaama,  the  most  beloved  queen  of  Krishna  In 
compliance  with  this  command  Siddhendra  Yogi  composed  the 
Bhaamaakalaapam  which  is  till  now  considered  the  piece-de- 
resistance  of  the  Kuchipudi  repertoire.  Siddhendra  Yogi  initiated 
young  Brahmin  boys  of  Kuchipudi  village  to  practice  and  perform 
his  compositions  particularly  Bhaamaakalaapam.  The  presentation 
of  Bhaamaakalaapam  was  a  stupendous  success.  Its  aesthetic 
appeal  was  so  great  that  the  then  Nawab  of  Golconda,  Abdul 
Hasan  Tanishah  issued  a  copper  plate  in  1675  A.D.  granting  the 
village  Kuchipudi  as  an  Agrahaarama  to  the  families  of  Brahmins 
who  pursued  this  art.  At  that  time  all  the  actors  were  male  and  the 
female  impersonation  was  of  a  superb  quality.  To  have  an  idea 
of  the  high  standard  of  female  impersonation  one  should  see 
Vedaantam  Satyanarayana  Sharma,  a  great  Kuchipudi  dancer, 
even  today  doing  the  role  of  Satyabhaama. 

The  followers  of  Siddhendra  Yogi  wrote  several  plays  and  the 
tradition  of  Kuchipudi  dance-drama  continues  till  today.  It  was 
Lakshminaarayan  Shaastry  (1886-1956)  who  introduced  many 
new  elements  including  solo  dancing  and  training  of  female 
dancers  in  this  dance  style.  Solo  dancing  was  there  earlier,  but 
only  as  a  part  of  the  dance  drama  at  appropriate  sequences.  At 
times,  even  though  the  dramatic  situation  did  not  demand,  solo 
dancing  was  being  presented  to  punctuate  the  presentation  and 
to  enhance  the  appeal.  One  such  number  is  tarangam  inspired 
by  the  Krishna -leela-tarangini  of  Teerthanaaraayana  Yogi.  To 
show  the  dexterity  of  the  dancers  in  footwork  and  their  control 
and  balance  over  their  bodies,  techniques  like  dancing  on  the 
rim  of  a  brass  plate  and  with  a  pitcher  full  of  water  on  the  head 
was  introduced.  Acrobatic  dancing  became  part  of  the  repertoire. 
By  the  middle  of  this  century  Kuchipudi  fully  crystallized  as  a 
separate  classical  solo  dance  style.  Thus  there  are  now  two 
forms  of  Kuchipudi;  the  traditional  musical  dance-drama  and  the 
solo  dance. 

From  the  later  part  of  the  fourth  decade  of  this  century  a  sequence 
of  the  presentation  of  the  solo  recital  has  been  widely  accepted.  A 
recital  of  Kuchipudi  begins  with  an  invocatory  number,  as  is  done 
in  some  other  classical  dance  styles.  Earlier  the  invocation  was 
limited  to  Ganesh-Vandanaa.  Now  other  gods  are  also  invoked. 
It  is  followed  by  nritta,  that  is,  non-narrative  and  abstract  dancing. 


^/dfq/<g  TTt  JW  %  Ft  TBT  A  y<-gd  P*BI  -dldl  i?  I  BR  T7®B  dlHdi 

cluIdlrHcb  TOjfa  gft  Writ  tl  MBTHId  BBrfgg  ?RTq  TOfft  f  t  ^ 
t-  WlMdli  I  YT^JJ  %  BBT-TOffo  BRB  <*d/Vg  TCfcT  fTBl  BBT 
ill  JHHcb  H<M<.I J Id  dcidi  diCdldiK .  V/g/q^cT/W  dlHdi  'HJ ‘-Hl'lrl  qm- dlddi  tt 

BBTigT  gTg-gtB  gft  gRjg  ^BT  mat  tl  ‘BTFI,  RBPTFTt’  tfa 
rl^TT  WRFB  V^J  T7B  (Bfe  fatm  %  W  %  TRR  TOJF  fRTI  BPt 
BTBT  tfa)  T?HT  TfOni  ^  ^fwgT  ttcTT  t  RTBT  ^l  +  4'J|.  oMNcb  sftT 
'fKMsSK  A  ttrTT  tl  Ffft  3TpRr  f,  dBiMig  77gg,  ^77Wc#,  3Trf^ 

Biftfc^B  g  tptB  wW  r  JB^TfeT  fa^g:  gBTfBB-'gFgfq  grt  wt 
tl  tjff  BFFglTT  f  BU,  BJ  gRRF  TTB  BT  gft  TJgI3Tf  £RT  TR^c T  tfBT 
'dldl  tl  TR  ydiK  %  gcM  gtt  dH-^ddd:  f TB-3T/%t7  ( <j^d-d)l°d)  <+>61  BT 
RBttTI  tl  ■HIHIBd:  ^41^1  ^JcB-TTFgfB  Bt  TRE7  TOffa  %  'TBdTd  WB 
faBT  BB1  tl  TR  gTTjfd  %  W*T  %  BgBT  gR  BH 

tl  W7  3RFR  Rtfo  +''cdl<+)K  RTF  ip  g  ttBT  gft  Bet  FT 

HlV)  Bt  TTsTTR  <asi  <6di  t  (tfeg  ltd  TT.  2  B)  sftT  3TBTT  <j^icddig4=b 

ddlrH+  TB  t  Bet  Bt  ^TBT  tl 

gB  TRgfg  %  gra  ggg  tb  f  grtfeg  rptB  gff  wftk  ttrft  gfer 
gfetttg  3flFdK+  3Rgf%  Bt  BBt  tl  BWI'  %  3Tfd1w.  3TB  w 
buibr  gf  ttt  ti  BeT  BTk  grgd  grB  tg  gggg-gKgr,  ^ftcn 
•dialed dn  rftB  trb  gRt  tg  ggr  3t«bt  wfwr-w^  b  gBf, 

TTB  J7B?T7-BTgB,  3BRR  ^TT  TTBTeR  gBTT  t  3^T  WtrrJWZZ 

(BRTJtwt  TTTB  %  ttB)  gg  BBTBT  gTBT  tl 


Usually  jatiswaram  is  performed  as  the  nritta  number.  Next  is 
presented  a  narrative  number  called  shabdam.  One  of  the 
favourite  traditional  shabdam  number  is  the  Dashaavataara.  The 
Shabdam  is  followed  by  a  natya  number  called  Kalaapam.  Many 
Kuchipudi  dancers  prefer  to  perform  entry  of  Satyabhaamaa 
from  the  traditional  dance-drama  Bhaamaakalaapam.  The  song 
‘bhaamane,  satyabhaamane1,  the  traditional  praveshadaaru  (the 
song  that  is  rendered  at  the  time  of  the  entry  of  a  character) 
is  so  tuneful  that  its  appeal  is  universal  and  ever  fresh.  Next  in 
the  sequence  comes  a  pure  nrityaabhinaya  number  based  on 
literary-cum  musical  forms  like  padam,  jaavali,  shlokam,  etc.  In 
such  a  number  each  of  the  sung  words  is  delineated  in  space 
through  dance,  drishya-kavitaa  (visual  poetry).  A  Kuchipudi  recital 
is  usually  concluded  with  tarangam.  Excerpts  of  Krishna-/ee/a- 
tarangini  are  sung  with  this  number.  In  this  the  dancer  usually 
stands  on  a  brass  plate  locking  the  feet  in  shakata-vadanam 
paada  (see  picture  no.  2  d)  and  moves  the  plate  rhythmically  with 
great  dexterity. 

The  music  that  accompanies  the  dance  is  according  to  the 
classical  school  of  Carnatic  music  and  is  delightfully  syncopatic. 
The  accompanying  musicians,  besides  the  vocalist  are:  a 
mridangam  player  to  provide  percussion  music,  a  violin  or  veena 
player  or  both  for  providing  instrumental  melodic  music,  and  a 
cymbal  player  who  usually  conducts  the  orchestra  and  recites  the 
sollukattus  (mnemonic  rhythm  syllables). 


Tm\  rfSJT  3T^|l|<*|  %  fcW  JlPdfMsraT 

CREATIVE  ACTIVITIES  FOR  STUDENTS  AND  TEACHERS 


^  rto  top  <iPdr=iMf  rt  totoItr  hi'h^Ri-t  wf  to  R^kra  waff  kf 

fkra  fkraf  R  rttotr  TOTTRT  i  : 

■  TOTRr  ^T  kf  fRfRs[  RfRk  kf  TOflftR)  nfdfafV  TO  o^|oh<u|  3TR 
d<+Hl+; 

—  hhk  %  RrlU,  -pT  ipr  di^d  %  TOT  R; 

-  kt  totr  (tort)  3kr  to  frog  wi  TTrok,  HSWHk  TO 
TOHdTf  afR  Tjeff  kf  TOkRTO  sttt  TOrkkr  kro  %  fRror  t; 

-  Rirgr^di  cran  <^4|lcH+  TRTOlf  ?RI  -Jc^f  TOR  k  U.fcl ^ I R-l  =h  TOTOR  TO 
3TTORRI 


TOR  TO  <Jf5  RfRfRfkR  TJTTTsf  Rf  R,  TO  fTT  •Hite  R  fRR  PdRl  TOT,  cK6-cKS 
kf  %aRTOTO  Sfk  RfriR  kf  RfffkrfTOTf  R  TOJTO  fkR  TOtR  kt  TTklTOT  Rl 
fTT3TTOt  R  3n^<lq  R  fk  R  T|k  <-cj)d  R  Hem,  Rl-t  did  TO  RRR  Rdddl 
R  TOTlR  R  cTTRI  TOR  TO  Rf  H^IIR  Rdl  dldl  R  fk  R  H'fld  R  qm  % 
odideiRdi  yfriSTTO  %  Peiy,  '-iRkP-iRfkk  kf  H£ei  R  iHHpdd  TOtl  tsidl  kf, 
kR  ttRr  "^r  eft,  pw  %  erg  toto  Rhtsii4  tot  tttoR  f,  Rrfk  to#'  wfftTO 
ttRt  %  sttt  era,  tftRt  3t(t  tor  to  rtot  st^rr  toto  #t  Trki 

l.  tottt  k  TrRf  TOrkR  ^jrt-tot  RfTTfkTO  torts#  afk  TOffR  R  frar;  rR 

Pdddl  %  #t  f^-Rk  'EJTOT  #1  ^dl  TTRT  ^ctdiaff.  ''jkf  TOT  3T‘IH .  y<2>Rl 

k  fkfkR  raff  anfq  k  tot  R  TOkkro,  rtrr  torts#  ttrt  tor  torts# 
R  tor# #  3k  fkr  sk  -jrd  ■gin  tttt]r  Itort  torr  #t  rak  kf 
TTRWpf  ^Pddl/yi^Pddi  HoHf'mT  3f«rqT  TpT  dldH  kt  H RfV^ fcl 'MT  kl  ^pFt 
%  Rtr  arRi  Tra^u  t,  fkf  ^jra  R  ku  ti  3<ie<uik, 

—  Pra,  PdUJJ,  dulTI ,  HlRdl ,  'JRf,  HTHddl  I 

-  t-ie^id  kkn,  Rka  an^rnr  qj  Tkkrarai  T%ff  % 
TTm  TgeTI 

fkr  rak'  kt  Ttra^  %  tttst  TkktTT  RTTiPrar  3k  ki  kt  Tprfki 
^k  %  kp  w  ^T  TraTcIT  ti  d^iei'R  k  Tk  RT. 


—  kk  kt  fkrr  tort  ^rk  to  frrr  tott  f3R, 

—  Trip  k  rto  to  tot  kkira  «tt, 

—  totot  k  tjto  k  ^  to  rttor  3TTfk  i 

TO  TTra^T  R  '^Tdkt  k  TkR  kTOT,  3TO  TOTftkt  k  TTTkRTOT  H^>el  k 
TTRTTOTTO-kk  RT  TOfkd  fkkT  TO  Hdidl  R  3k  TOR  k  Tkk  k  kp 
Rk  RfrTOTOTT  ’RTTTTO  k  TOT  k  TOTTTO  TO  TTTOTTT  kl 

2.  hRtI  3k  Hiteieidl  k  ttoRtto  totto  ankfror  fkk  to  Trok  k,  Tnfk 
TOk  Rien  ak  fkaroro  k  fkra  k  tor  Trk,  k  fkk  tot  k  k 
tttoRto  k,  toto  fkror  k  3Traro  fkro  tort  toRri  wk  kf  tort, 
kk-  ^i^rd  k  tor.  ■grok,  kPmik,  kmjro,  ^ra  tortr;  ak  arororr 

TO  TOTTkTTO  3TTR  k  TOkTO  TOR  k  PdfdR  TO^aft  kf  3k  TOR  RR  k 

fki  kfrorfro  fkro  tort  TOfkr;i 

rto  TOfTO  k  rak'  kf  ^jra  ak  fkra  rto  Itortott  kf  fkkro  TOrg3ff 
%  kkr  tototo  to  arraRR  totR  k  Rm,  to?t  to  tttott  ki  wrofkk, 
fkk',  fkqfkTO'  rto  fkrorf  k  tttr  tpr  kfrar  knr  fkro  to  tttott  k 

(TOk  kf  ^rd  TOff  k  TTTR  yfrPRd  TOTRtR  k  fdy,  TTTOT  TO  TOPfTOT 


The  Cultural  Packages  on  dance  and  the  suggested  activities  aim 
at  familiarising  the  students  with  : 

—  the  grammar  and  technique  of  body  movement  of  different 
styles  of  Indian  dance. 

—  dance  as  a  vehicle  for  communication. 

—  the  range  of  dance  vocabulary  and  how  closely  it  is  related  to 
real  life  —  through  stories  of  kings,  super-humans  or  animals 
and  flowers; 

—  the  study  of  the  historical  evolution  of  dance  forms  through 
literary  and  visual  sources. 

A  few  activities  have  been  suggested,  however,  there  is  scope  for 
using  the  illustrations  in  this  package  in  a  variety  of  teaching  and 
learning  situations.  The  teachers  are  requested  to  use  these  in 
as  many  school  disciplines  as  possible.  They  are  also  advised  to 
invite  dancers  to  the  school  for  practical  demonstration  in  music 
and  dance.  Students  may  be  taught  small  dance  pieces,  if  possible, 
for  them  to  have  a  first-hand  experience  of  rhythm,  music  and 
expression  through  body  movement. 

1.  All  classical  dance  forms  in  India  revolve  mainly  around 
themes  from  mythology  and  nature.  Stories  about  gods  and 
goddesses,  the  origin  of  the  earth,  different  aspects  of  nature, 
etc.  are  selected  from  myth  and  legend  and  then  communicated 
through  dance.  The  students  may  be  asked  to  choose  important 
deities,  natural  forms  or  real  life  situations  which  they  have  seen 
in  dance,  as  for  example, 

—  Shiva,  Vishnu,  Ganesh,  Parvati,  Durga,  Saraswati. 

—  Important  rivers,  sacred  trees,  flowers  with  symbolic 
messages  or  use  of  ornaments. 

They  may  then  be  asked  to  collect  all  the  mythological  stories 
and  legends  connected  with  each.  For  example  : 

—  how  Ganesh  got  the  head  of  an  elephant, 

—  what  was  the  outcome  of  the  churning  of  the  oceans, 

—  legends  linked  with  the  lotus  flower,  etc. 

Reference  from  books,  interviews  with  senior  citizens,  the 
observation  of  traditional  customs  and  rituals  can  be  various 
ways  in  which  to  gather  information. 

This  exercise  will  help  the  students  widen  their  knowledge.  The 
material  can  be  exhibited  on  the  bulletin  board  and  made  into  a 
project  book  for  later  reference. 

2.  Periodic  excursions  may  be  organised  to  temples  and  museums 
so  that  children  may  be  exposed  to  sculpture  and  painting. 
Those  specifically  related  to  dance  should  be  studied  in  detail. 
The  students  should  be  encouraged  to  note  down  various 
aspects  regarding  each  work  of  art  —  facial  expressions, 
mudras,  postures,  costumes,  dance  formations  and  even  the 
surroundings  and  environment. 

Students  from  the  senior  school  may  be  asked  to  make  a  study 
of  the  relationship  between  the  dance  form  and  specific  items 
of  sculpture  and  painting.  A  folder  with  photographs,  pictures, 
observations  and  comments  may  be  prepared.  (Pictures  from 
this  package  may  be  used  similarly  in  the  class  room  before 


atulfad  Frfa  Tl  tf  rw  fa  ffar  faFT  fr)  wr  ^  fts^tt  ~$  fa 
’5PTtTT  R  FTTg  ftt  RFTF  tl) 

3.  Tfal  FTt  Fgfa  gTTT  fai  fa  '(gF-TR  3  FFFF  ?fa  Flfa  Rfa  ffaFF  gg7 3# 
FT  ydfalrHF)  RFTFt  fa  ffa  gfaFF  FTRt  FT  fa  fFF  FFTR  fa  f^TTT  FTgT 
FIT  RFTFT  tl  W#  RFFfT  %  RTF  FFT  tit  ftFTT  faFT  FIT  TTFTFT  tl 
FFfa  TJgT  RFFT  IfalcHF  y-)-rJ,fd<+. <u [  %  fa^  fa  FRFTT  FTF,  fa  fa 
ifalPldl  ffafa  fa  fag  FTRT  Fn  RFTFT  tl  Ffa  FTFT  %  sSTF  Fgrj  FT  gg7/ 
RTF  FFFF  fat  Ft  tl  FW  FT  RlferF  FT  fa  fa  75R  ( Rgfa)  Fife 
RFfa  tl  "fat  RgJ/RIF  fa)  ffaFF  FftffalfFFt  tf  ytl'l  t  crllt  %  Rig  FFTR 
ffaFT  FIHT  FT%gl 

4.  Rtellfad-RTF  (fafa  FTT  RTF)  STfFFF-^JTF  FIT  gFT  RgFTrpf  ffRRI  tl 
3T*FTFfa)'  gTTT  faf  FT|  tl  fa’  Rdfa  FTffal  ffalTF  FTT  Ffa  UTFf 
fa  3TFJ  Ft  %  fgRTF  fa  ffa  tl  tl  RFTFT  tl 

FRfa  FTg  gFT  *u*<  FHI'TfiRf)  ■tel  tl  RFTFT  tl  FFFT  Ft  TFF: 
Ffa  fa  FftfTFfF  FT  FTTfat  FT  RTF  Ft  "gFT  RTF  fa  FRIF  Fv?t  %  Rig 
FTgT  FIT  RFidl  tl  FTFT  FT  FTFt  FFFt  Ft  F>6m!  FFT  FR  gFT  fafaF 
fa  oRFF  ‘tr’  Ft  FFTF  fa  Rrl y,  FTgT  FN!  FT%gl  ‘FF’  FT  FT  %  RTF 
Ft,  <KI;RIJllt,  gR  FFTTT  FRJF  faFT  Fn  RFTFT  t-fafa  fa  Ft  facT 
t  TFFTHTFT  Ffaffafa  f  MI  f  3F  gFT  F^FT  fa  gFT  FTTFFT  FRFT 
FRFTT  far  FTTFT  |T3TTI  gR  RTF  Ft  RTF!  Tpfaf  fa  FgTI  faRfafaff 
glTI  FfFffaFF  faFT  FIT  RFTFT  tl 

5.  R^FTFFT  RTFTTF  RffafaFFT  BTTFlffa  FTTfa  faf  Ft  FFFt  cTF  FI 
‘FTF!’  Ft  TJFTfa  FT  fag,  yfalRd  FTT  RFTF  tl  efal  Ft  FltR  tFTT 
FTRt  %  Rid,  FTgT  FIT  TTFTFT  t,  F6I  FT  3TTFTtFT  Rpl  gTTT  FTFTTRFT 
Rf!  Ft  RTFTStf  (FTFT)  Ft  gFFTcRFT  TFF  t  FT^F  faFT  FFT  til 
fRM-fRF  FRF  FFTT  %  Rid,  fRM-fRM  Rjt  FFTR  t  Fid,  Ffft  FlftRI 
(FTt  t  Id,  Ft  Wfa  ffatl  FF  RFTF  TTR^TTt  %  Rid,  gFT  t’Fl 
(FFT  dlRlFil )  FFT^  FTT  TTFTFl  tl)  FTfFFT  STJRFf  WFl  Ft  sflT  SRF 

dRdRiRTFt  gt  Fn  ttftfI  tl 

6.  3RFTFFT  WFl  Ft  tfFFT  tldd  R  ■jrM  tm  FftFtFRT-fFFF  t  TTFTt  tl 
Ffa  Ft  3TFt  3TTTRFTR  tr  cttl  Ft  3#Io4|RwfT  FFT  faFT-FTFTTFf  FF 

fa^fann  Frrt  tr  fag  ftft  Fn  ttftft  ti  far  tjtf  fanffar  g?F  ft  ggrfa 

Ft  TJRT  TJFt  ttFTIff  FTT  TTFTF  t,  Ffl  tfFFT  faFF  t  F^FF  tldl  t  3tIt 
t  FFFF  T5gFR  yRiltd  Ft  dRlRllFFl  t  RFid  tl  wtl  Ft  gR  FTF  t 
3TFRF  FTTTFT  FTftg  fa  FFRT  FR  3flT  tldF>  tldd—  did)  3RTR  t  Fgt 
1g  tl  gT-RFFT,  dt  ’Jsi  RHM  H,slld,  Ffa  tr  fag  FTgT  Fn  TTFTFT  t 
4t  far  t  T3^t  TTfaFfaTFT  g?F  ggI3Tf  R  Flfal  FTFRFT  %  3TJRTT  Rffaffa 
FTT  TTFTt  tl 

7.  RgcFgt  FTtfa  F  RTRTfFTFT  fafat  %  3TFRT  FT  ifaf  Ft  FTg  ^ctf  Ft  TFFT 
FTTt  tr  fag  FTRT  Fn  TTFTFT  t,  ftrat  ctlgTT  tr  RgTF  Ft  FFTFT  FFT  til 
ddlfRdnt  ^  tr  FIR,  RFFTg  ■gTg  FFRlcRF  FIFFT  3flT  ttfaFTT  Ft  FTgpt 
FFI  TFfaT  Ft  RFlt  %  Fttr,  STlfg  Ft  FT7JF  faFT  Fn  RFTFT  tl  fR  FFT  FF 

fagR  %  far  t^ft  Ft  ttrt  t  ft^f  faFT  Fn  ttftft  ti  ff  nRiRift  rif 

Ft  gTT  FTF  tl  STFRF  FTTIFI  t  IfT  fan  FFTR  3TF5lf  stir  TIFT  FTT  fFFR 
ttrI  frI  ft  fff  frtf  FTFTFT  tl 


organising  an  excursion  in  order  to  make  the  students  familiar 
with  the  forms). 

3.  Students  may  be  asked  to  make  large  drawings  or  collect 
pictures  of  the  different  mudras  or  symbolic  actions  used  in 
the  dance  form  they  have  seen.  A  large  board  may  be  prepared 
with  traditional  decorations.  Under  each  mudra  or  pictorial 
representation,  they  may  be  asked  to  write  its  name  and 
meaning  and  what  it  is  used  for.  Senior  students  can  add  the 
sahitya  or  verses  of  the  songs  where  the  mudra/ action  is  used. 
An  attempt  should  be  made  to  project  the  use  of  the  same 
mudra/ action  in  different  situations. 

4.  Facial  expression-  Abhinaya,  forms  an  important  part  of 
dance.  The  teacher  should  explain  the  nine  rasas  to  the 
students.  The  details  of  explanation  can  vary  with  each  age 
group. 

An  interesting  informal  game  can  follow  this.  The  students  can 
be  asked  to  mime  a  mood  in  a  self-created  situation  or  story. 
The  rest  of  the  class  may  be  asked  to  interpret  the  story  and 
name  the  rasa  that  it  portrays.  Bhaya  or  fear  can  be  depicted  at 
length,  for  example,  a  child  trapped  in  a  dangerous  situation  in 
a  dark  and  gloomy  forest  with  a  fearsome  animal  chasing  him. 
Simple  movements  and  prominent  expressions  can  reflect  the 
mood. 

5.  The  teacher  can  encourage  the  students  to  improve  their 
rhythm  and  tala  by  organising  simple  activities.  The  students 
should  be  asked  to  prepare  charts  where  the  beats  of  the 
rhythmic  pattern  are  visually  represented  using  attractive 
motifs.  Different  motifs  should  be  used  for  each  different  time 
cycle.  (A  key  can  be  made  to  explain  the  value  of  the  symbols 
shown  in  the  chart). 

More  experienced  students  may  be  given  another  graded 
activity.  Each  student  may  be  allotted  a  fixed  number 
of  time  bars  and  be  asked  to  create  rhythmic  patterns  within 
the  given  time  frame,  using  various  permutations  and 
combinations  of  speeds  and  rhythm.  This  activity  will  bring  out 
the  inherent  creativity  and  develop  precision  and  concentration. 

6.  The  teacher  may  give  the  students  a  project  topic,  such  as 
‘Dance  in  daily  life’.  The  students  may  be  asked  to  observe  the 
actions  and  expressions  of  the  people  around  them.  Students 
can  then  compile  a  list  of  scientific  dance  movements  that  are 
akin  to  those  in  daily  life  and  trace  their  origin  in  every  day 
actions  and  mannerisms.  The  students  must  be  made  to  realize 
that  art  forms  and  real  life  are  closely  linked  to  each  other.  In 
fact,  they  may  be  asked  to  pick  out  a  few  common  gestures 
and  convert  them  into  aesthetic  dance  movements,  using  their 
imagination. 

7.  During  important  religious  and  social  festivals,  the  students  may 
be  asked  to  compose  short  dances  depicting  —  the  relevance 
of  the  festival,  for  example,  birth  of  Jesus,  Lord  Buddha,  the 
Nativity  play,  the  story  of  Holika  and  the  manner  in  which  the 
festival  is  celebrated.  These  dances  may  be  presented  at  the 
school  assembly  on  the  day  of  the  festival.  This  activity  will 
make  the  students  aware  of  how  the  concept  of  goodness  and 
truth  permeates  all  religions. 
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mm  : 

nt  mm  iiit  nn  ntnnt  nm  isst 
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8.  In  order  to  discover  the  creativity  of  the  students,  the  teacher 
must  involve  them  in  interesting  activities  related  to  life, 
in  general.  The  teacher  may  therefore  distribute  carefully 
selected  topics  on  relevant  issues  from  newspapers  and 
magazines,  for  example, 

—  the  necessity  for  peace,  —  the  futility  of  violence, 

—  social  inequalities,  —  national  integration, 

—  conservation  of  the  environment. 

Groups  of  1 0  to  1 5  students  may  be  asked  to  form  tableaux  in  an 
appealing  and  effective  manner.  The  planning  and  designing  of 
the  tableaux  should  be  done  by  the  student  group  themselves. 
The  aim  of  the  activity  is  to  create  awareness  among  the 
students  and  use  their  artistic  talent.  These  tableaux  may  be 
presented  on  national  days  or  on  sports  day. 

9.  A  thematic  dance  ballet  can  be  prepared  for  the  school 
annual  day  celebrations  or  any  other  function.  The  teachers 
can  work  together  and  organise  a  show  involving  400-500 
students.  Themes  of  topical  interest  like  conservation  of 
nature  and  culture,  literacy,  hunger  and  poverty,  the  problems 
of  slum-dwellers,  etc.  may  be  enacted.  Such  a  mammoth 
production  will  reach  out  to  the  school  and  the  community 
as  well. 

10.  Lists  of  dancers,  their  styles  of  dance,  the  institutions  where 
they  work,  the  academies  of  dance,  books  on  dance-forms, 
magazines/journals  on  the  subject,  may  be  compiled.  This  may 
be  an  ongoing  programme  in  which  additional  information  can 
be  noted  every  year. 

11.  Nowadays,  dance  festivals  are  conducted  regularly  in  all 
the  major  cities  of  the  country.  In  recent  years,  the  temples 
of  Khajuraho,  Chidambaram,  Konark  etc.  have  risen  as 
centres  for  important  Dance  festivals.  The  Spic  Macay 
festival  reaches  even  the  students  of  schools  in  small  towns. 
Extensive  reporting  is  done  in  all  newspapers.  The  students 
should  be  asked  to  collect  newspaper  cuttings,  study 
them  and  keep  a  record  for  future  reference.  Names  of 
artists  and  famous  accompanists,  information  regarding 
rare  or  special  items  in  the  performances  and  interesting 
comments  on  tala,  bhava  and  abhinaya  may  be  collected 
and  studied. 

12.  Another  very  important  activity  must  be  organised  for  the 
students.  In  order  to  awaken  in  them  an  interest  in  all  the 
other  classical  and  folk  dance-forms,  the  students  must  be 
encouraged  to  compare  other  dances  with  the  style  they  are 
familiar  with. 

By  studying  all  the  packages  on  dance  prepared  by  CCRT,  a 
variety  of  activities  may  be  organised.  In  addition,  exhibitions 
with  pictures,  charts,  costumes,  musical  instruments,  and 
books  can  be  arranged  to  widen  the  knowledge  of  the  students 
regarding  Indian  dance  forms. 
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(R)  RIT  RfgR  fR/t  RR  t—  iffl  (ffR)  I  RI  R?fRt  RTt 
^pTJl-TH  (tfRTRiRT)  RiT  3RJRR  RRH  RRRT  f| 

(R)  HldWIIW  t  %RH  RRTtRR  3R3  TTTf  RR  Rdfa 
fRRT  RRT  tl  RRRTRTg  RRRt  RRR  RR  4rt', 
7M-Hr  RflT  RRII  IRRR  wt  RR  RTR  RTRT 
RIRT  t,  pRRRil  RT«f  t,  RRTTfR,  Rf  Rf^  (^RR) 
Rff  3fk  RR  WRT  RRRT  tl  WRWR  RTf 
’jftRf  IR  RR  Rif  fRRT  RR  tf  RT^R  RTTcft  t, 
RI  '?gTR  tl 

15.  3R'ufdlrRRi  R\RTRff  tf  RJRR  iwt^  fH  HR 
RTIRTTRt  tl  RR  Ft  TJTRRR  %  RTR  RgsfR  fRRT  RTRT 
t,  RR  ^rR-HR  RI  tiRRT  HR  RilT  RTRT  tl  t  '5ITTf, 
3TfRRR  Rff  Ridil  Rif  R  tRRf  TTR’  ^R  FFRTR  RRH 
RRRf  f,  RTT^  #R4HRT  3TTRI  Rif  R^fe  RRR  RRcft  tl 
yRJd  fRR  R,  3TTTRFT  t  aTRffRR  d4dil  ST^RrTRTRTRT 
FR  t,  RTflt  IT«T  ^  R>t/%«  HR  ^JIT  RTT  RRtR  Rnt 
Wn  RRRT  Rif  Tjnf  TTRR  STTTRf  Rif  RRT  RTt  ITR  t 
/RIJTR  HR  'gST  Rif  ytg,d  RiT  Tlf  tl  RTRt  t  3TRffRR 
dtdi  RiRTTRiK  Rlt  ITR  t  di“/d/R^  HR  'JRT  RRT  Rlflt 
ITR  t  Rn<a<  HR  ^sti  RR  ydf ji  Rrrt  FP  Rif R tiki  rtrrt 
Rif  RcffRi  ^RRR  H^R  RvT  TIT  tl 


16.  giR^-sl  ^JRT  t  ^nj  Rff  -ptR  RTRT-3TTRTfcT  SRTT^T 
y^jfdRI  Rif  RTRf  tl  fRR  tf  tHf  ^uj  Rff  RTTT  3TTt  % 
ftn?  3TTRI  RTT  Tlf  tl 

17.  SFfRi  ’TTTRfR  tRf-tRRTaff  RiT  T^Ri  PdP^Rd  RfRRT  iRWR 
tl  RfR  *ff  fRilff  ttf  RT  tRRT  Rif  RlfflR  3TRRT  1RRTT 
3TTIRR  RT  RTtRT  Rff  RTlf  t,  RR  it  RfRRT-fRWR  % 
3T^TTR,  ■MlfRid  iJRTRTf  SRT  MRR  fRiRT  RTRT  tl 

(RT)  HgR  fRR  tf  RRRFT  f?TR  ITR  R  ffRp  Rlt 

RRRTR  ftTR  afk  fRRTZ  HTRif  Rrff  RT^Rf  Rif 
RlfflR  fRiRT  RRT  tl 

(Tl)  dcfdi  RidlldiK  RRRH  f?TR  Rif  R7IR  '5IT  t  RRT 
RTtcff  Rff  R77IR  ^T  t  RRJR  RR  Tt  tl 

18.  3>r1^s1  %  TRRSRT  f  TTRffRRi  RIRRJdf  ^?R-RTSRT  f- 
R/R/=hrt/Vi(,  Rff  £RRiT  %  TTRT,  RRRTR  ^T  fJRT  3TRRf 
RRfdff  Slfr  y-R<  <ldl  TTcRRTRT  Rif  wfl*!Rf  RR  tJkR 
RTIRR  tt  Rif  RiRT  RfSm  RTTRT  tl  5R|R  fRR  tf  RTfRSf 
ydfdi-TRKH  fRRRTRT  Rff  3T7TJR  RiT  Tlf  tl 

19.  Hft  RcfRi  RidIRiK,  TTR  affr  TffRT  Rff  RdlRiTR^T 
H^R  RiT  Tt  1 1  TTR  Rff  RTt  ITR  t  R^R  RTt  fR  t^T 
RT  TTRiRT  t,  fRTT%  fdTR  dcfRi  RTRRTRTTT  t  f?TWl  HR  1J£T 
RiT  RRfR  fRiRT  tl  Rlflt  ITR  t  RdRyTs/  'giT  RTgR  Rif 
R|  tl  TffRT  Rt  RRfRiTRRiR  RTgR  Rirt  t$J  RcfRt  RTflt 
ITR  t  Rt/RtR  HR  giT  atr  Rlt  ITR  t  3Ttw  HR 
giT  RTgR  Ri<  Tlf  tl 

20.  H77RR7T  RiT  pRRIRiR  3TRfg  '/7rr)/r^  t  'RiMT^T  t 
Rf^TR  RRRH  fRsg  ti  RTT  3TRRR  ^tfgif  gRT  tfcff  ti 
RTRTfRR  TRRRH  t  RIcRgt  TTlt  tl  RTgR  fRR 
t  3TRRTR  t  3TRffRR  RcfRif  RrTR7RR7T  (R^dff  RH  f 
3TRRR)  Rif  ydfRi^T  f  RTgR  RiT  Tlf  t,  atr  RTRt  t 
RTRffRR  RcfRi  RiRTTRiTT  <JR/q|ri/T  (Ri^R  RH  t  3TRRR) 
Rt  RTgR  RiT  TIT  1 1 

21.  RIT'  RT  Rtti  RHTTRiTT  RRRH  ft^J  ti  RTT  3TRRR  t 

t  Rfrrt  affr  tft  strrtt  Rt  Hgi  rtt  Tt  tl  RtRt 

RT7I7RR7T  (R=R  RJRiT  ti  aTRRR)  RRT  RtRi  RTftl7RR7T 
(RTffn  ti  STRUT)  Rt  TTRfRi  RiR  t  RTgR  RiT  TIT  1 1 

22.  RIT  RRRH  lt°g  ti  RTT  STRRTt  t  t  RTRRT  R  TJRrT 
3TRRTT  h4ri  RiWIRikT  gRT  yKJd  tl  dcfdt  R/Rd/Rd/T 
(tft  ti  FR  t  3TRRTT)  Rt  RlRld  RiT  Tlf  t,  RTlti 
tft  3TRfTRR  RrfRi  RiRTTRiR  RTgT7R/RR7T  (RTgRR  ti 
3TRRTT)  Rt  RdRld  RiT  TIT  tl 

23.  RIT  Hcfdil  TTR  %  RR  t  RRRH  ft®J  ti  3TRRR  RRT 
RTfRi  RHTTR,  3TRfg  IRTRTt  Rt  TTcffRT  T^TR  t  RT^R  RiT 
TIT  tl  IRT  RTTR  giT  Rt  Rf  37TTgR  HRf  Rt  Rtl  RiT 
RlffTR  fRiRT  RRT  tl  Rif  ITR  t  /RRR7^7  RRT  Rlflt  t 

fynm  hr  gir  urgR  ti 

24.  Rif  Rtti  RHTTRRT  RRRH  ft^g  ti  RffcTR  gf  STRRRf 
Rt  y^Rld  RiT  Tt  tl  dcfdt  gg  ti  37RR/T  Rt  RRT 
RT?t  t  3TRfTRR  dcfdi  RifdRi  3TRR7T  Rt  ydf  R>  RiR  t 
RTgR  RiT  TIT  1 1 


Kuchipudi  Dance 

1 .  In  this  picture  you  see  the  basic  stance  of  Kuchipudi 
Dance.  When  the  dancer  is  ready  to  perform,  the 
body  is  held  erect  with  the  two  feet  joined  together 
and  the  weight  of  the  body  is  equally  distributed  on 
both  legs.  This  kind  of  positioning  of  the  feet  is  called 
Sama-paada. 

2.  In  Kuchipudi  dance,  there  are  a  variety  of  positioning 
of  the  feet.  Some  of  them  are  shown  here. 

(a)  This  is  Sama-paada.  The  initial  pose  has  both 
feet  close  together,  positioned  forward. 

(b)  When  the  heels  are  lifted  up  and  the  weight  of 
the  body  is  on  the  toes  of  both  the  feet  and  the 
heels  come  down  together  and  stamp  on  the 
ground,  the  Pada  is  called  Mandikoppu. 

(c)  The  weight  of  the  body  is  on  the  toes  of  both 
the  feet,  heels  are  lifted  up  and  crossed  like  a 
pair  of  scissors.  This  is  called  Kathera  which  in 
Telugu  means  scissors. 

(d)  The  weight  of  the  body  is  on  the  outer  side 
of  the  feet,  toes  slanting  upward  and  the 
feet  are  crossed  like  a  pair  of  scissors.  Such 
positioning  of  feet  seen  at  the  left  side  of  the 
picture  is  called  Nagabanda.  The  positioning 
seen  at  the  right  side  of  the  picture  is  called 
Shakatavadanam  in  which  the  big  toe  of  one 
foot  is  held  by  the  other.  These  two  positions 
are  used  in  the  dance  items  called  Tarangam 
in  which  the  dancer  stands  on  a  large  plate 
and  moves  the  plate  dexterously  with  the  feet. 

3.  Like  any  style  of  Indian  classical  dance, 
Kuchipudi  has  in  its  repertoire  several  nritta 
numbers  which  are  non-narrative  and  abstract. 
These  numbers  decorate  and  celebrate  the 
space.  Of  the  various  kinds  of  movements, 
one  begins  with  an  Anchita-paada  which  is 
again  a  feet  positioning  that  is  done  by  raising 
one  foot,  the  heel  touching  the  ground  with  the 
weight  of  the  body  on  the  other  foot. 

4.  In  Kuchipudi,  the  basic  cadences  of  dance 
movements  structured  on  particular  taal-s 
(time  cycles)  are  called  adavu-s.  In  the  picture 
is  seen  two  frozen  adavu-s.  It  is  impossible  to 
photograph  an  adavu  in  its  totality,  since  it  is  a 
cadence  of  movement,  not  a  pose. 

At  the  right  is  seen  the  picture  of  the 
Mandikoppu-adavu.  The  feet  position  of 
Mandikoppu  in  picture  2(b)  may  be  seen. 
This  adavu  begins  with  the  Mandikoppu  feet 
position.  The  right  hand  is  in  the  Shileemukha 
mudraa  (hand-gesture)  and  the  left  in  dola- 
hasta.  The  dancer  remains  standing  with  the 
body  weight  on  the  toes  and  stamps  the  heels 
on  the  floor. 


The  picture  at  the  left  shows  a  kind  of  stylized 
movement  with  the  positioning  of  feet  called 
Soochipaadam. 

5.  These  four  pictures  (Sl.no.  5  to  8)  show  the 
four  stages  of  a  distinctive  adavu  of  Kuchipudi. 
The  adavu  is  known  as  Kartarighatha. 

The  adavu  begins  with  stamping  the  left  foot 
on  the  floor  and  raising  the  right.  The  hands 
are  held  in  the  hasta  mudra  named  pataakaa. 
The  hands  are  held  at  the  level  of  the  chest. 

6.  At  the  next  stage  the  right  foot  is  in  Aanchita 
position  and  both  the  hands,  again  with 
Pataakaa  hasta,  are  stretched  straight  out  of 
the  adavu  both  the  sides. 

7.  At  the  third  stage  of  the  adavu,  the  feet  are 
positioned  as  Swastika-paada. 

8.  At  the  fourth  stage,  the  hands  are  bent  at  the 
height  of  the  chest  and  the  feet  are  positioned 
as  shown  in  picture  no.2(b)  but  the  body  is 
lowered  to  the  Chowka  position. 

9.  This  picture  shows  a  pose  from  the  cadence  of 
movements  of  the  adavu  named  Syandita. 

10.  The  picture  shows  another  two  dance 
movements  in  Kuchipudi. 

(a)  The  picture  at  the  left  freezes  a  jumping 
movement  in  which  both  the  hands  are  held 
tight  at  chest  level.  The  jumping  is  called 
kuppi. 

(b)  The  picture  at  the  right  shows  a  pose  from 
an  adavu  that  of  the  Vishnu  Kranta  Karana. 
The  left  leg  is  held  with  the  left  Kapita  hand 
and  the  right  hand  is  raised  above  the  head 
majestically. 

11.  Another  adavu  named  Sthitaavarta  is 
performed  by  raising  one  foot  to  the  level  of 
the  knee  of  the  other  leg  and  is  moved  forward 
till  it  is  firmly  on  the  floor.  The  other  leg  then 
repeats  the  movement. 

12.  Use  of  hasta  mudra,  that  is,  hand  gestures,  is 
one  of  the  distinctive  aspects  of  Indian  classical 
dances.  There  are  two  kinds  of  hasta  mudra, 
asamyuta  (with  only  one  hand);  and  samyuta 
(using  both  the  hands).  The  picture  shows 
some  of  the  hasta  mudras  used  in  Kuchipudi. 

(a)  Each  of  the  two  hands  is  showing  Samyuta 
hasta  named  shakata.  If  one  hand  is  showing 
one  hasta,  the  other  can  show  the  same  or 
different  asamyuta  hasta. 

(b)  Two  Samyuta-hasta-s  are  seen  in  the  picture. 
The  lower  one  is  called  pushpaputa  and  the 
upper  one  is  called  kapota.  It  is  evident  that 
samyuta-hasta-s  cannot  be  shown  with  one 
hand. 

(c)  While  the  lower  left  hand  is  showing  the 
alapadma-hasta  the  upper  right  hand  is 
showing  Bhramar-hasta. 


14. 


(d)  This  samyuta  hand  gesture  is  called  karkata- 
hasta. 

13.  The  Kuchipudi  dance  having  emerged  from  a 
form  of  dance-drama  of  the  same  name  has 
a  rich  repertoire  of  expressional  numbers. 
The  main  aim  of  these  numbers  is  to  give  the 
audience  experience  of  Rasa  which  means 
‘aesthetic  relish’.  According  to  Indian  aesthetics, 
there  are  9  rasas,  each  having  a  predominant 
emotional  state  of  mind  known  as  sthaayi- 
bhava  which  are  depicted  in  the  following 
pictures  on  this  and  next  picture  card  : 

(a)  The  Sthaayi-bhava  is  utsaaha  (courage)  that 
gives  the  audience  the  experience  of  Veera- 
rasa  (the  heroic). 

(b)  The  Sthaayi-bhaava  is  Vismaya  (wonder)  that 
gives  the  experience  of  Adbhuta-rasa  (the 
wonder). 

(c)  The  Sthaayi-bhaava  is  haasa  (mirth)  gives  the 
experience  of  Haasya-rasa  (the  hilarity). 

(d)  The  Sthaayi-bhaava  is  krodha  (anger)  that 
gives  the  experience  of  Roudra-rasa  (the 
furious). 

(e)  The  Sthaayi-bhaava  is  bhaya  (fear)  that  gives 
the  experience  of  Bhayanaka-rasa  (the  fright). 

(a)  The  Sthaayi-bhaava  is  jugupsaa  (disgusting) 
that  gives  the  experience  of  Beebhatsa-rasa 
(the  disgust). 

(b)  The  Sthaayi-bhaava  is  shoka  (grief)  that  gives 
the  experience  of  Karuna-rasa  (the  pathetic). 

(c)  The  Sthaayi-bhaava  is  rati  (love)  that  gives 
the  experience  of  Shringaara-rasa  (the 
sensuousness). 

(d)  The  Naatyashaastra  describes  only  the 
above  eight  rasa-s.  At  a  much  later  date  the 
ninth,  Shaanta-rasa  was  added.  Its  Sthaayi- 
bhaava  is  considered  to  be  shama  which 
means  quietude  that  leads  towards  moksha 
(liberation).  The  images  of  meditating  Buddha 
depict  this  admirably. 

15.  The  hand  gestures  ( mudraa )  used  in  non¬ 
narrative  nritta  passages  are  called  nritta- 
hastas.  When  they  are  used  along  with  the 
facial  expression  they  are  called  nritya-hasta 
or  simply  hasta.  They  not  only  impart  a  rare 
kind  of  stylization  to  the  art  of  abhinaya  but  also 
enhance  the  aesthetic  appeal.  In  the  picture 
shown  here  the  danseuse  in  the  foreground 
mimetically  suggests  the  doelike  eyes  of  a 
beautiful  girl  by  using  kartarimukha  hasta  with 
the  right  hand  and  simhamukha  hasta  with  the 
left.  The  dancer  at  the  background  mimes  an 
angry  hero  using  Oornanaabhamhasta  in  the 
left  and  shikhara  hasta  in  the  right. 


16.  Kuchipudi  draws  heavily  from  the  Krishna 
legend.  The  danseuse  in  the  picture  suggests 
that  a  gopi  is  calling  Krishna  to  come  near. 

1 7.  Many  Indian  gods  and  goddesses  have  stylised 
iconography.  When  any  god  or  goddess  is 
depicted  or  invoked  it  is  delineated  through 
poses  in  keeping  with  the  iconography. 

(a)  In  this  picture  Lord  Shiva  is  depicted  as  holding 
his  trident  and  his  consort  Parvati  is  beside 
him. 

(b)  The  dancers  suggest  that  Lord  Shiva  is  in 
taandava  pose  and  Parvati  in  the  lasya  pose. 

18.  The  most  important  dance-drama  in  the 
repertoire  of  Kuchipudi  is  Bhaamaakalaapam 
that  tells  the  story  of  how  Lord  Krishna,  the  king 
of  Dwaraka  fetched  the  Paarijaata  flower  for 
his  proud  and  beautiful  queen  Satyabhaamaa. 
The  picture  shows  the  danseuse  as 
Satyabhaamaa. 

19.  The  dancers  depict  Rama  and  Sita.  Rama  is 
shown  holding  a  bow  in  his  left  hand  for  which 
the  dancer  uses  the  Shikhara-hasta.  The 
gesture  of  the  right  hand  is  Katakamukha  hasta. 
For  depicting  Sita  the  danseuse  uses  Kapittha 
hasta  for  the  right  hand  and  Ardhachandra 
hasta  for  the  left  hand. 

20.  Portrayal  of  Dashaavataara,  that  is,  the  ten 
incarnations  of  Lord  Vishnu,  as  described 
poetically  in  the  Geeta  Govinda,  occupies  an 
important  place  in  the  traditional  repertoire  of 
Kuchipudi.  In  this  picture  while  the  danseuse 
in  the  foreground  depicts  Matsyaavataara 
(incarnation  as  a  fish)  the  dancer  depicts 
Koormaavataara  (incarnation  as  a  tortoise) 

21 .  The  third  and  the  fourth  of  the  ten  incarnations 
of  Lord  Vishnu  are  depicted  in  the  picture. 
The  danseuse  shows  the  Varaahaavataara 
(incarnation  as  a  wild  boar)  and  dancer. 
Narasimhaavataara  (incarnation  as  the 
man-lion). 

22.  The  fifth  and  the  sixth  of  the  ten  incarnations 
of  Lord  Vishnu  are  shown  by  the  danseuse 
depicting  the  Vaamanaavataara  (incarnation 
as  a  dwarf)  and  the  dancer  behind  her  depicting 
the  Parshuraamavataara  (incarnation  as 
Parashuraama). 

23.  The  danseuse  depicts  the  incarnation  of 
Lord  Vishnu  as  Rama  and  the  dancer  depicts 
Balaraama,  the  plough-man.  The  holding  of  the 
plough  is  suggested  by  joining  two  Asamyuta 
hasta-s.  The  gesture  of  the  right  hand  is 
Tripataka  and  the  left,  the  Shikhara  hasta. 

24.  The  dancers  depict  the  last  two  of  the  ten 
avataaras  (incarnations)  of  Lord  Vishnu.  The 
danseuse  shows  the  Buddha  avataara  and  the 
dancer  behind  her  depicts  the  Kalki  avataara. 
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Kuchipudi  Dance 


1.  W  $-41^1  'RT^lfiraT  tl  Rtfc  TOjfo  tcj  ffaTT  Ftm  f,  cH  TfTf 

rM'  ^  ttw  mk  ^  tM  ggj  k  th  rtt,  ?kk  %  *jr  ^  trth 

k  <0'll  ’’^Tl  RT  "STqTT  ^lldl  1?  I  TTf  M+K  ^  Hl'qj  ^ft  T®|IHdl  HH-TJT^  ^T?T 
^lldl  't‘1 


1.  In  this  picture  you  see  the  basic  stance  of  Kuchipudi  Dance.  When  the 
dancer  is  ready  to  perform,  the  body  is  held  erect  with  the  two  feet 
joined  together  and  the  weight  of  the  body  is  equally  distributed  on  both 
legs.  This  kind  of  positioning  of  the  feet  is  called  Sama-paada. 
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2.  it,  RR  R«TFR  %  fafaq  WI  tl  ^  3  ^5  RR  y<r$ld  |- 

(R)  Mt?  WJ-W^  TT  RtTqfRR  ^Stl  ^Rt  R^llHi  R  ■y^rTf^cT  6 1 rfl  |f| 

(Tl)  TJf^TT  ^3RR  -33t  ff  afk  RRk  RT  RR  #ff  rM'  Rt  MKMJ,Pd4  RR  FtcTT  t  RTRT  'Qj^qf  RR  W 

3TT?ft  f  sfk  ^  rr  *ttr  i' ,  wfk^fr^  w  r m  ti 

(r)  rtrIr  rr  rr  #ff  rM  rtt  RRRjfdRT rr  "sm  rr,  Rfe^  rr)  ^rr  rr  '%qt  %  rt14  %  rttr  f?R# 

Ml Wl  %  R^TIRR  RR  *rr )</  RTfTf  <511(711  ■§■,  $RIRi|  3RS?  c)^  k  ^r]  gldl  ill 

(r)  rirU  %  rr  Rk  rir  %  ongi  Rff  sfk  -sici  rr,  RKFjfRPTf  rR  rrr  Rft  3rr  Ri<t$i  rrr>,  ^rI  %  ■afl  4 
%  •HHM  M  Id  I  Rpt  (tKtsl  R  RRlk  RTeft  RTR  RRTRR  TJST  RR  fRR  Rk  RTRf  3Rft  RRRT  Rff  RRRTF  ill 
RFTRR  RT?k  tl  fRR  %  RTfff  3?R  RRR]R  RRTRR  Rff  RTRRRRffR  RTgR  t,  f^Rlt  RRtRT  tl  ^  tl  Rft 
«1  tl  Mld'j.fd  RRl  RtRcTT  tl  Rt  MNl  Rft  RR  TSffffff-'IJSJ  Rit  dRlR  ^cR-RTgfir  R>17  Rffcff  t,  fRRRt  RRTRR 
R^  ^  ^R  3  RSJRff^fRT  RTeft  RH  'SfRTcff  fSff  ^RR  W  tl 


2.  In  Kuchipudi  dance,  there  are  a  variety  of  positioning  of  the  feet.  Some  of  them  are  shown  here. 

(a)  This  is  Sama-paada.  The  initial  pose  has  both  feet  close  together,  positioned  forward. 

(b)  When  the  heels  are  lifted  up  and  the  weight  of  the  body  is  on  the  toes  of  both  the  feet  and 
the  heels  come  down  together  and  stamp  on  the  ground,  the  Pada  is  called  Mandikoppu. 

(c)  The  weight  of  the  body  is  on  the  toes  of  both  the  feet,  heels  are  lifted  up  and  crossed  like  a 
pair  of  scissors.  This  is  called  Kathera  which  in  Telugu  means  scissors. 

(d)  The  weight  of  the  body  is  on  the  outer  side  of  the  feet,  toes  slanting  upward  and  the  feet 
are  crossed  like  a  pair  of  scissors.  Such  positioning  of  feet  seen  at  the  left  side  of  the 
picture  is  called  Nagabanda.  The  positioning  seen  at  the  right  side  of  the  picture  is  called 
Shakatavadanam  in  which  the  big  toe  of  one  foot  is  held  by  the  other.  These  two  positions 
are  used  in  the  dance  items  called  Tarangam  in  which  the  dancer  stands  on  a  large  plate 
and  moves  the  plate  dexterously  with  the  feet. 
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3.  RRdk  ^fcR  #  3RR  fo#  fl#  %  RRR,  ft#  %  TO 

3  3#TT%  frf  y^Pddi  I,  #  3T-^#TTTOT  R«TT  ##cT  #ft  tl  R  yRtPddi  T*TH 
#  3#JkT  TOTcft  tl  f^f^R  WI  #  t  #  3Tlwr-W{  ft  RTgftT  3TRR 
TOTar  t,  #  ■5^:  tjcf  rrrt  ft  rtr  wrr  tt  t,  f#sf  yyr  rtr  rbt  rr,  y#  # 
'*JpT  "t  Pi dd  RR,  RRfc  RTF  RR  Hid  RT  -Sl<rll  ^lldl  tl 


3.  Like  any  style  of  Indian  classical  dance,  Kuchipudi  has  in  its  repertoire 
several  nritta  numbers  which  are  non-narrative  and  abstract.  These 
numbers  decorate  and  celebrate  the  space.  Of  the  various  kinds  of 
movements,  one  begins  with  an  Anchita-paada  which  is  again  a  feet 
positioning  that  is  done  by  raising  one  foot,  the  heel  touching  the  ground 
with  the  weight  of  the  body  on  the  other  foot. 
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4.  #  ^44  4ft  4#  37$^  44leH  %  ^JcT^d  444-44414  3T*T4T  4441#. 

did  37*441  rf/cd)  ( 4IH4  4sb )  41  TKpdd  #4  it,  Pd^  <*>Sl  'dldl  ill  Pdd  # 

#  3y^  #Et  4fi  714#  itl  3 4§cjr  44  gufd:  Pdd  744  '4  y7<jd  4><dl  3TO44 

■f,  44Tp4>  4?  ^14  4ff  4%  44  444  ■HstiH  it,  gp^l  4#l 

4I%#  37#  Tjfn^ftr^-srs^  44  f%4  #41  4T  444T4T  t  4*41  2(74)  #  T4144  414 
74md  d<4l  44  444141  itl  4?  37^,  4/Td 4?)^  dlH4i  414  ^4lMi  3741441%  #  3TR4 
#41  tl  ?4#'  4I%4T  414  li/ldlyU  #  t  (37*4#  444-7p)  3ffc  4144  4T4 
#e 7-F44  '541  #  tl  4##  374#  MKMjJel#  44  74#  44#  t  3Tf4  U,=bltH  #  37*441 
414t-414t  #  344#  #t#'  44  #4  44  Md+dl  tl 

41#  34f4  4474  f#4  #  4^4  ##t  %  3734414  3lf#4  4#  37*441  4T44H  4lf#l  414 
44  4*444  #31  41  41444  t,  f4#  rfkWPl  4T^t  tl 


4.  In  Kuchipudi,  the  basic  cadences  of  dance  movements  structured  on 
particular  taal-s  (time  cycles)  are  called  adavu-s.  In  the  picture  is  seen 
two  frozen  adavu-s.  It  is  impossible  to  photograph  an  adavu  in  its  totality, 
since  it  is  a  cadence  of  movement,  not  a  pose. 

At  the  right  is  seen  the  picture  of  the  Mandikoppu-adavu.  The  feet 
position  of  Mandikoppu  in  picture  2(b)  may  be  seen.  This  adavu  begins 
with  the  Mandikoppu  feet  position.  The  right  hand  is  in  the  Shileemukha 
mudraa  (hand-gesture)  and  the  left  in  dola-hasta.  The  dancer  remains 
standing  with  the  body  weight  on  the  toes  and  stamps  the  heels  on  the 
floor. 

The  picture  at  the  left  shows  a  kind  of  stylized  movement  with  the 
positioning  of  feet  called  Soochipaadam. 


711441  Id <*  #4  44  y(yi«7>Ji 


Centre  for  Cultural  Resources  and  Training 


Kuchipudi  Dance 


5.  R  RR  fRR,  ( sR-T  TT  5  t  8)  3>t%<sT.  ^  ^  fafw  3T^  %  RR  RRT 

ST^Td  RR  T#  f  I  ^  qfcx fR'IIW  %  RR  3  RTRT  WT  tl 

<\lfe^  RR  Rtf  BRI  R3T  RR  sfk  «f|<)  RR  Rt  tjfi[  qR  Me=h  RR  3V>$^  RRR  gldl 
tl  TfRt'  TTRt  RTt  RR7RR  RTRR7  gW  t  R^f  %  TRT  RT  R§t  f  I 


5.  These  four  pictures  (Sl.no.  5  to  8)  show  the  four  stages  of  a  disinctive 
adavu  of  Kuchipudi.  The  adavu  is  known  as  Kartarighatha. 

The  adavu  begins  with  stamping  the  left  foot  on  the  floor  and  raising 
the  right.  The  hands  are  held  in  the  hasta  mudra  named  pataakaa.  The 
hands  are  held  at  the  level  of  the  chest. 
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6.  3FFFt  sjf^f  ip  3  ^  t  sfrc  #ff  ^fr  foR  3  WfiT 

SAl  gST  Tf  <Oil  3?k  37^  %  dKd«1  Tf  tsH'-d  ^>T  «slrl  fl I 


6.  At  the  next  stage  the  right  foot  is  in  Aanchita  position  and  both  the  hands, 
again  with  Pataakaa  hasta,  are  stretched  straight  out  of  the  adavu  both 
the  sides. 
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7.  375^  %  -ckui  Tf,  M|c||  ^  w/fr/qh  77^  fJST  "h  T^nthd  f^TT  WTcTT  "tl 


7.  At  the  third  stage  of  the  adavu ,  the  feet  are  positioned  as  Swastika- 
paada. 
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8.  ^  Tf,  ^T*rf  cr$f  %  ^prRT  «i  t  3frr  wf  ^fr  f^r 

TT.  2(^)  4  stjhk  WiIhci  [^vhi  '^tim  %,  YRfa  W?qt>  "gsr  iprRT 

'jflcll  1?l 


8.  At  the  fourth  stage,  the  hands  are  bent  at  the  height  of  the  chest  and  the 
feet  are  positioned  as  shown  in  picture  no.  2(b)  but  the  body  is  lowered 
to  the  Chowka  position. 
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9. 


TOJd  Tzffcr  ’TFRFT  37^f  TfM'  %  TTf-TTsITq  ^  'qfw  ^ff  ^rfdT 

'll 


9.  This  picture  shows  a  pose  from  the  cadence  of  movements  of  the  adavu 
named  Syandita. 
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10.  fET5T  3  ^  3PT  irf^PTf  y<t$ld  tl 

(*F)  ^Ftf  sfk  %  f^F  f ,  ^  ST?^T  eidHI^cW  ^f%  y<f?RI  t,  f^raf,  ^8J  % 
TW^rR  '{HI  lT®Tf  qt  '^■H'+i<  fsnf'lrF  =h<d  t,  g[5L^  Hdl  ^llcll 

tl 

(71)  '^ifttf  3TfT  y^Rld  IHd  t  r^^Jj  sh/rt  q b“l  ilH=b  375^  77  T3^>  STIFFS  TJST 
y<Rld  t  ^Tf  tl  %  T7TO  qFfq?8f  T77T  ^  t  cWT  TT%1T  ^Tsq  f77T  % 

^qr  tmttI  wi  t  tl 


10.  The  picture  shows  another  two  dance  movements  in  Kuchipudi. 

(a)  The  picture  at  the  left  freezes  a  jumping  movement  in  which  both 
the  hands  are  held  tight  at  chest  level.  The  jumping  is  called 
kuppi. 

(b)  The  picture  at  the  right  shows  a  pose  from  an  adavu  that  of  the 
Vishnu  Kranta  Karana.  The  left  leg  is  held  with  the  left  Kapita 
hand  and  the  right  hand  is  raised  above  the  head  majestically. 
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11.  T3T7  3FT  /Wc77Wtf  -TTR^T  37^f5F 1  'qR  TTt  ^  ^  %  RR  cRT  '33T 

^5T  <j<Sdl^4ch  fffh  [dt+i  ^ll-l  HTT  3TPT  WZFR  -dldl  i?l  Hm,  ^TTt  ''fo  Tt  dsl  ^JstT 
RT  T%  TffTl|  ^ft  tl 


11.  Another  adavu  named  Sthitaavarta  is  performed  by  raising  one  foot  to 
the  level  of  the  knee  of  the  other  leg  and  is  moved  forward  till  it  is  firmly 
on  the  floor.  The  other  leg  then  repeats  the  movement. 
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12.  frt  rr  rrW  rrr)r  rtrrIr  ^rf  rr  tri  fgfw  -q^ii  ft  rrri  rt)  frt  tjsjt  ^Tcfr  %-sw^r  (%RTt 

T3Rt  FTR  3)  ,  RRT  RRR  (^Nf  U*if  RR  RRfrr  RR?f  |R)  I  RRJR  fRR  R  ^Rl^l  ^JtR  Tteff  4  TJRR  RT)  ^ 
RTRft  5>«  6Ri  ystiy,  ydRld  'tl 

(R7)  3  3  RT^Rt  FRT  WFZ  RRRF  SfWpf  FRT  "551  Rd  RRpT  RR  TFT  tl  RfR  RRT  ^TR.  RR"  TR7  R t 

y<Rld  RR  TST  t,  Rt  ^FRT  FTR  R#  RT  f«FT  3R7^T  WTd  TJsR  y^Rld  RR  RRRT  tl 
(T§)  RFgR  fRR  3  Rf  R^R  FTR  ^1#  ^T  RRRf  f|  fRRr^  FRT  RTF  R1RT  ^TRTT  t  3?k  Wit  FRT  Rif  WTfr 

R7RT  ^TM  tl  TW  Ft  f  fR  R^R  FRT  RT  FRTf  RTt  RR  TTR  ^  ydf^TR  RFf  fRRT  RfT  RRRTI 
(R)  RWT  RT.  fTRRTT  RT  fRR  RR  RT  3TRft«TR  RTRT  FR  SMFJ^R  FRT  RRJ  RT^R  RR  T?T  t  sffc  RRTt  RlfFRT 
FTR  RRT  FRT  R£T  y<f5ld  RR  TST  T?l 
(R)  fTT  FRT  '5^  Rt  R)4>d-6'H1  RTF  Rldl  tl 


12.  Use  of  hasta  mudra ,  that  is,  hand  gestures,  is  one  of  the  distinctive  aspects  of  Indian  classical 
dances.  There  are  two  kinds  of  hasta  mudra,  asamyuta  (with  only  one  hand);  and  samyuta  (using 
both  the  hands).  The  picture  shows  some  of  the  hasta  mudras  used  in  Kuchipudi. 

(a)  Each  of  the  two  hands  is  showing  Samyuta  hasta  named  shakata.  If  one  hand  is  showing 
one  hasta,  the  other  can  show  the  same  or  different  asamyuta  hasta. 

(b)  Two  samyuta-hasta-s  are  seen  in  the  picture.  The  lower  one  is  called  pushpaputa  and  the 
upper  one  is  called  kapota.  It  is  evident  that  samyuta-hasta-s  cannot  be  shown  with  one 
hand. 

(c)  While  the  lower  left  hand  is  showing  the  alapadma-hasta  the  upper  right  hand  is  showing 
Bhramarhasta. 

(d)  This  samyuta  hand  gesture  is  called  karkata-hasta. 
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1 3.  TOT  TOT  -^JRI-TOTO  3  TO.'T?  4ft  %  TOTTOT  TOTTOT  3ftTOTOFTRtTTO  fftlft  TOT  TJTO  TOp;  F1W  1 1  TO  TORftft 

TOT  TO|R  ^TO,  TOW  TO)  TOT  TOT  ST^TO  TOTRT  I,  PdTTTOl  3T«)  ftrofaTTO  TOfftR  Tfl  ftft  ftcTT  tl  >#I  tMrTTOT  % 
3FJTO,  4  ffl  %  TOT  tft  f  3fk  TOTTO  'Hidlchcb  TOrtTOT  TO)  fftlft  tftt  t,  fftt  TOfftTO?  TOTOt  t,  IdHldfeld  fTOTf  rfSTT 
aroft  to  toRr  froft  f  top  Iron  tot  t  : 

(TO)  TO  TOTjTT  to4  TOT  t-  TOW  (ffTO)  TO  TO)  ftl-TOF  (toTrt)  TO  ^TOT  TOR  TORT  tl 
(■0)  TOT'  TOTpT  vm$  wl-  /TOW  (3TTTOt4)I  TO  TOW  TO)  37^7  TOT  (3TTTO4)  TO  spTOT  TOR  TORT  tl 

(R)  TOT'  TOTJcT  TOt  TOT  t-  Wm  (TORRT)  I  TO  TOTOf  TO)  WfPT  TO  (drrilU)  TO7  TOJTOT  TOR  TOR7  tl 

(TO)  TOT'  TOTOp  TOt  TOT  t-  TOtTO  (TJTOT)  I  TO  TOM  TOt  ^-TO  ( TORTOTT)  TO  TOJTOT  TOR  TORT  tl 

0§0  tot'  TTTOp  TO7#  TOT  t-  TOT  (TOT)  I  TO  TTOft  TO)  TOTORTO-TOT  (TO,  TOT)  TOT  TOJTOTO  TOR  TORT  tl 


13.  The  Kuchipudi  dance  having  emerged  from  a  form  of  dance-drama  of  the  same  name  has  a 
rich  repertoire  of  expressional  numbers.  The  main  aim  of  these  numbers  is  to  give  the  audience 
experience  of  Rasa  which  means  ‘aesthetic  relish’.  According  to  Indian  aesthetics,  there  are 
9  rasas,  each  having  a  predominant  emotional  state  of  mind  known  as  sthaayi-bhava  which  are  depicted  in  the 
following  pictures  on  this  and  next  picture  card  : 

(a)  The  Sthaayi-bhava  is  utsaaha  (courage)  that  gives  the  audience  the  experience  of  Veera-rasa  (the 
heroic). 

(b)  The  Sthaayi-bhaava  is  vismaya  (wonder)  that  gives  the  experience  of  Adbhuta-rasa  (the  wonder). 

(c)  The  Sthaayi-bhaava  is  haasa  (mirth)  gives  the  experience  of  Haasya-rasa  (the  hilarity). 

(d)  The  Sthaayi-bhaava  is  krodha  (anger)  that  gives  the  experience  of  Roudra-rasa  (the  furious) 

(e)  The  Sthaayi-bhaava  is  bhaya  (fear)  that  gives  the  experience  of  Bhayanaka-rasa  (the  fright). 
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14.  (W)  W  ^TFgcT  mi  t-  ^JtRT  (^4T)  T?ferf  4Tt  Wt'Rch-W  (TFIT)  4TT 
ST^Rcf  TTR  4TT4T  tl 

(T3)  W  TTRJcT  T*Tl|  nra  t-  #?T  (f^TCK)l  ^Tf  4Tt  ^Wl-W  (^4T) 

4T[  3?^^  U^H  ch<dl  ill 

(t)  w  mi  f  Tftr-  Ofr)  i  ^  ^feff  w\  ym-w  (^fecn)  4tt 

3ig^  W  4R4T  ti 

(’ST)  HldWIIW  t  %^eT  41044  3TTT3  TTTt  4TT  f4T4T  W  tl  ddWig  4TTt 
TR4  W-TTT  ^fTST  TPTII  $04)1  T«TTf  Tra  Wf  HMI  4ldl  t,  Pjl^d)! 

3T«f  t,  y^llPd,  aft  ^  (gfeO  4Tt  3Tk  ^?T  30n  TT4T  tl  WtHHH 
4ft  gffctT  TO  ^  4ft  fan  T^T  t  nrgd  4?T?ft  t,  4?  Tg^T  tl 


14.  (a)  The  Sthaayi-bhaava  is  jugupsaa  (disgusting)  that  gives  the 
experience  of  Beebhatsa-rasa  (the  disgust). 

(b)  The  Sthaayi-bhaava  is  shoka  (grief)  that  gives  the  experience  of 
Karuna-rasa  (the  pathetic). 

(c)  The  Sthaayi-bhaava  is  rati  (love)  that  gives  the  experience  of 
Shringaara-rasa  (the  sensuousness). 

(d)  The  Naatyashaastra  describes  only  the  above  eight  rasa-s.  At  a 
much  later  date  the  ninth,  Shaanta-rasa  was  added.  Its  Sthaayi- 
bhaava  is  considered  to  be  shama  which  means  quietude  that  leads 
towards  moksha  (liberation).  The  images  of  meditating  Buddha 
depict  this  admirably. 
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1 5.  3td4HlcHR)  Jh  R^RRTf  R  R^RR  FR^Il?  frf  FR  RRRnRl  ll  ^R  FR?  R^RRTR 

Rf  RR  Rg^R  Pfcdl  'Jllrll  "t,  RR  ^rR-FR  RT  4>dd  SR  =h6l  dldl  Rl  R  TJnRT 
3#R7R  R>t  RRR  RR  R  %RRT  TRRR  RRR  RRRt  t,  RR,  wWh<R 

RRF  RR  Rffe  RRR  RRrft  tl  RRR  fRR  4',  3RRFT  R’  RRftRR  3RR7R 

TTRTRi  RR  Rf,  Rtft4  FTR  ^  RrffR®  FTR  "JR!  RTF  RRR  Rr4  fR  RR  RRRT  R?t 
Tfft  RRTR  3lM  RR  RR  RT^  FTR  ^  RR  ip  RR  RRR  RR  Rt  tl  wf 

3  3RfRR  R^Ri  RRTRTR  Rt4  FTR  R  RR^SR  RR  "gRl  RRT  RtfRl  FTR  R  f?M T 
FR  TJRl  RR  RRRT  RRR  eR  RjtRRR  RTRRj'  rR  WtRT  RR?R  yRd  RR  RT  Rl 


15.  The  hand  gestures  ( mudraa )  used  in  non-narrative  nritta  passages 
are  called  nritta-hasta-s.  When  they  are  used  along  with  the  facial 
expression  they  are  called  nritya-hasta  or  simply  hasta.  They  not  only 
impart  a  rare  kind  of  stylization  to  the  art  of  abhinaya  but  also  enhance 
the  aesthetic  appeal.  In  the  picture  shown  here  the  danseuse  in  the 
foreground  mimetically  suggests  the  doelike  eyes  of  a  beautiful  girl  by 
using  kartarimukha  hasta  with  the  right  hand  and  simhamukha  hasta 
with  the  left.  The  dancer  at  the  background  mimes  an  angry  hero  using 
Oornanaabhamhasta  in  the  left  and  shikhara  hasta  in  the  right. 
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16.  3  ^JT  w\  '3TR  ^F»tT-3tT*nfcT  3TWT  y^JPd^l  ^Ft  tl  1%3f  3 

'iIhI  ^Ft  Hi4d  3TT^  %  RdU,  STTCft?  '3TT  Tiff T?l 


16.  Kuchipudi  draws  heavily  from  the  Krishna  legend.  The  danseuse  in  the 
picture  suggests  that  a  gopi  is  calling  Krishna  to  come  near. 
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17.  3^7  'qreik  ^7T  frRMd  TffdRT  f^TR  tl  qt  t^Rjt  ^ft  R 

^TcTT  Rl  ¥<Rld  3TSRTT  7TTRrr  3TT1^H  ^TT  RSRT  RRf  t,  ^  'SfoRT-fWR 
%  3TJRR,  Wll  +  d  ^T3Tf  'gKT  f^rfRcT  fRR  RRT  f  I 

0*0  TITJd  f SR  RTRfR  RSf  ^  f^|R  «Tm  fir  TOH  f?Rf  3fk  fRTZ 

dddil  Hcfl  Hl4d1  '371  y^PJid  f373T  33T  i?l 

0*3)  Ttfor  +dl=hK  TOH  f R3  37t  WZW  TJ3T  3  3«TT  RFftft  37f  e?7R7  3 

UTgct  37T  it  f'l 


17.  Many  Indian  gods  and  goddesses  have  stylised  iconography.  When  any 
god  or  goddess  is  depicted  or  invoked  it  is  delineated  through  poses  in 
keeping  with  the  iconography. 

(a)  In  this  picture  Lord  Shiva  is  depicted  as  holding  his  trident  and  his 
consort  Parvati  is  beside  him. 

(b)  The  dancers  suggest  that  Lord  Shiva  is  in  taandava  pose  and 
Parvati  in  the  lasya  pose. 


■RTRFifrR)  yin  TR  ylyi^rVT  ck-£ 
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V'L?'1  7^ 

Kuchipudi  Dance 


18.  <$-41^  %  iwet  3  tr#tt  ^-niHi+i  t-  ymi4>dWL(.  ^ff  uttt 

%  TMT,  ^TOJ  gru  ST^Fft  'i4I<rfl  3^tT  TJ^T  Tpft  ^  HlR^ld  7?T 

TTI  77  ^  7ft  7>7T  cjp5|d  <+><.dl  t?l  y^d  Pdd  ^  ^dldi-^^y  ■Wcy'TFfT 
7ft  y-H^d  77  Tft  'tl 


18.  The  most  important  dance-drama  in  the  repertoire  of  Kuchipudi  is 
Bhaamaakalaapam  that  tells  the  story  of  how  Lord  Krishna,  the  king  of 
Dwaraka  fetched  the  Paarijaata  flower  for  his  proud  and  beautiful  queen 
Satyabhaamaa.  The  picture  shows  the  danseuse  as  Satyabhaamaa. 


JHIf^Pdch  T^fTT  137  nfyr^nT 
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1 9.  dicdl  +  K,  TFT  3Tk  TfctT  R  ydl  +  W^M  TOpI  r  if  tl  r  R  rt fto 

3  RfT  «TT^  |TT  ^gi  FTT  URTt  t,  fRT%  tR*  Rfc  RFTRI  ^  fW3 T  FW  "551  R 
RThT  fRTT  tl  FlfF^  FT*T  3  qh^tef  gF7  TOpI  ^  tl  ifcTT  R  ydl+Fd^M 
y^d  RFf  d^dil  FlfF"^  FT*T  ^  Rr^  FfcT  3?fl  «ll<)  FT2!  IT  r/f '$  FIT 
y^d  R  IFt  th 


19.  The  dancers  depict  Rama  and  Sita.  Rama  is  shown  holding  a  bow  in  his 
left  hand  for  which  the  dancer  uses  the  Shikhara-hasta.  The  gesture  of 
the  right  hand  is  Katakamukha  hasta.  For  depicting  Sita  the  danseuse 
uses  Kapittha  hasta  for  the  right  hand  and  Ardhachandra  hasta  for  the 
left  hand. 


«i'*<j>It!<sh  yld  tjf  wF'ii^ui 
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cWN  sfl  ^ 
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20.  ^?'/Tq r<m  fefRRT  3T*tf^  H  +  |c^M  3  WtH  fepsnj  % 

3-r^?rR  fteft  %  toto  tnw  3  wi  ti  toj?t 

fer  ^  sth’tfi  3  sraf^RT  Rfert  mwwdR  Oqwft  ^  3  s^nr)  ^fr  ftew 

3  vrgct  ^r  T?t  f ,  afc  wf  3  3tRft«RT  Refer  +<hi+k  ^Rfcm  (+^m  ^r  4 

StoRTR)  R7t  TOJR  RR  Iff  tl 


20.  Portrayal  of  Dashaavataara,  that  is,  the  ten  incarnations  of  Lord  Vishnu, 
as  described  poetically  in  the  Geeta  Govinda ,  occupies  an  important 
place  in  the  traditional  repertoire  of  Kuchipudi.  In  this  picture  while  the 
danseuse  in  the  foreground  depicts  Matsyaavataara  (incarnation  as  a 
fish)  the  dancer  depicts  Koormaavataara  (incarnation  as  a  tortoise). 


ferr  rrar  yftnr^niT  %=5 
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21 .  W  R  Rfo  Rcrll  +  K  ^HWFT  f^nj  %  RT  5IRTK  3  sffT  ^)*f  3R<TR  Rt 

Rgrf  rt  t#  ti  Rfaff  q 'micidn.  (wq  ^fr  %  srctr)  cr«n  Rfo  rIttfirtr 
(RfW  %  3TRR)  Rt  RftR  3  R?£T  ^R  TfT  ll 


21 .  The  third  and  the  fourth  of  the  ten  incarnations  of  Lord  Vishnu  are  depicted 
in  the  picture.  The  danseuse  shows  the  Varaahaavataara  (incarnation 
as  a  wild  boar)  and  dancer,  Narasimhaavataara  (incarnation  as  the 
man-lion). 


*ri*^ildch  yld  TR  yfsn^TTJT  «&>•£ 
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22.  ^TFT  ■*m^FT  fgwj  %  FTT  SleRlRf  3  3  FT^TT  3TcfcTR  bhdl=blO’  ?RI 

TT?gF  ||  Hcfeft  ^IhHIddR  (®fa  %  T^T  3  31R3RTR)  ydRld  #  f, 

Tf#  ST^f^T  Hcfor  chdl=hK  77^F 77WT77?  %  3T^TR)  ^ft  y^Rld  ^TTT 

TFT  tl 


22.  The  fifth  and  the  sixth  of  the  ten  incarnations  of  Lord  Vishnu  are  shown 
by  the  danseuse  depicting  the  Vaamanaavataara  (incarnation  as  a 
dwarf)  and  the  dancer  behind  her  depicting  the  Parshuraamavataara 
(incarnation  as  Parashuraama). 


■H I  *-^1  frl  cti  y'ld  TTS'  rjf?T!F,IT  cL-£ 
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23.  W  ^Tcfaff  TTR  %  T^T  3  WH  %  3TWT  <WT  Hrfer  «T?KH,  3T^  F<dc(|^ 
ydlcfi  Trq  Tf  ynjci  ^tt  tft  't'l  'FTT  %yi<ui  ffST  ^rt  ^t  snrqTt  ?w)  ^  ^ils 
^TT  TT^ffm  f^TT  7FTT  tl  ^  ^T«T  3  fkWIWT  TT«TT  ^ifFH  Tf  fwm  F7<7  TJ£T 
UTgcT  tl 


23.  The  danseuse  depicts  the  incarnation  of  Lord  Vishnu  as  Rama  and  the 
dancer  depicts  Balaraama,  the  plough-man.  The  holding  of  the  plough 
is  suggested  by  joining  two  Asamyuta  hasta-s.  The  gesture  of  the  right 
hand  is  Tripataka  and  the  left,  the  Shikhara  hasta. 


^lf<J)fdch  tild  tr^  yfVIJTTTT  cTi-tf 
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24.  ^TFT  4>e1l4>R  WtH  fasaj  %  affair  fa  3T^TRf  far  y<tffad  ^TT  T#  T?  I  ^fort 
%  3jmrr  fa  rr«rr  wf  3  arfafara  fa^r  fafar  s&m  fat  fate?  ^  17' 
yrfa  4rr  tit  1?i 


24.  The  dancers  depict  the  last  two  of  the  ten  avataaras  (incarnations)  of 
Lord  Vishnu.  The  danseuse  shows  the  Buddha  avataara  and  the  dancer 
behind  her  depicts  the  Kalki  avataara. 


Riffad*  fat  fa  fafam  fas 
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